SPECIAL FEATURE NO. 3-1146 
MATTHEW SCHNEIDER/LOS ANGELES FEBRUARY 10, 1978 


ADEMY SPECTAL -- THE ART DIRECTOR: HENRY BUMSTE 
CINSERTS IN TAPE LIBRARY) 


INCR: IN APRIL, 1978, THE AMERICAN FILM INDUSTRY IS MARKING THE 
FIFTIETH ANNIVERSARY OF THE "OSCAR" -- THE GOLDEN STATUETTE 
AWARDED EACH YEAR FOR OUTSTANDING ACHIEVEMENT IN THE VARIOUS 
ARTS AND CRAFTS OF FILMMAKING. IN COOPERATION WITH THE 
ACADEMYOF MOTION PICTURE ARTS AND SCIENCES, VOA IS 
PRESENTING A SERIES OF SPECIAL INTERVIEWS WITH PROMINENT 
HOLLYWOOD FILMMAKERS -- ALL ACADEMY AWARD WINNERS. TODAY'S 


REPORT, THE ART DIRECTOR, CREATING VISUAL MOODS. 


TAPE: CUT ONE --BUMSTEAD 
" ] THINK THE ART DIRECTOR HAS A VERY IMPORTANT JOB, IN THAT 
HE SELECTS LOCATIONS AND DESIGNS THE SETS AND COLOR AND 
GIVESTHE PICTURE A CERTAIN LOOK. IT IS UP TO HIM 
CTHE ART DIECTOR) TO WORK WITH THE CAMERAMAN AND THE 
DIRECTOR IN GETTING THE DESIRED LOOK FOR THE FILM." 

VOICE: TWO-TIME ACADEMY AWARD WINNING ART DIRECTOR, HENRY BUMSTEAD. 
AS MR. BUMSTEAD SAYS, THE ART DIRECTOR IS THE FILMMAKER 
WHOSE RESPONSIBILITY IT IS TO HELP CREATE THE VISUAL 
MOOD OF A MOTION PICTURE: FROM DESIGNING SETS AND COSTUMES 
TO CHOOSING PLACES FOR LOCATION FILMING. THE ART DIRECTOR 
IS ALSO AN ADMINISTRATOR WHO SUPERVISES PAINTERS AND CARPENTERS 
IN THE CONSTRUCTION OF SETS AND PROPS, AND THE ACQUISITION 
AND TAILORING OF COSTUMES. ONE OF HENRY BUMSTEAD'S OSCARS 
CAME FOR HIS WORK ON "THE STING", A FILM WHICH TAKES PLACE 


IN CHICAGO OF THE 1920'S. 


TAPE: CUT TWO -- BUMSTEAD 


"THE ART DIRECTOR'S JOB WAS TO FIND LOCAL LOCATIONS, 
LOCATIONA IN CHICAGO AND COORDINATE THEM WITH THE INTERIOR 
SETS, BACKLOT SETS, TO GIVE IT THE DESIRED EFFECT. AND ON 
THAT PICTURE, I MORE OR LESS DECIDED, I THOUGHT BROWN 
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TAPE: TONES SEEMED TO EXPRESS, YOU KNOW, THE PERIOD. AND SO THE 
(CONT'D) PICTURE WAS MAINLY DONE IN THOSE TONES. OF COURSE, I'D 

TALKED IT OVER WITH BOB SURTEES, THE CAMERMAN, AND 
GEORGE ROY HILL, THE DIRECTOR AND THEY MORE-OR-LESS AGREED 
WITH ME. 'THE STING,' QUITE A BIT OF IT WAS DONE ON THE BACK 
LOT (STUDIO SET) VERY MUCH TO THE OBJECTION OF THE DIRECTOR 
-- HE DIDN'T LIKE BACK LOTS, HE SAID THEY ALWAYS LOOKED 
LIKE BACK LOTS. AND, HE WANTED TO DO MORE OF IT IN 
CHICAGO, BUT AFTER GOING BACK TO CHICAGO, WE COULD FIND 
VERY FEW SHOTS BECAUSE YOU MIGHT FIND TWO OR THREE BUILDINGS 
THAT WERE PERIOD AND THEN THERE WOULD BE A MODERN BUILDING 
CIN THE BACKGROUND). OF COURSE, YOU HAVE ALL THE MERCURY 
VAPOR CMODERN STREET LIGHTS ) LIGHTS AND ALL THE PARKING 
METERS AND EVERYTHING THAT THEY DIDN'T HAVE DURING THAT 
PERIOD. SO AFTER THE PICTURE CWAS COMPLETE) MR. HILL CAME 
TO ME AND SAID HE THOUGHT THE BACKLOT SETS LOOKED MORE LIKE 
CHICAGO THAN THE FILM WE SHOT IN CHICAGO. SO IT MADE ME 
FEEL VERY GOOD." 


VOICE: THE MOST DIFFICULT PART OF HIS JOB, SAYS HENRY BUMSTEAD, 
IS NOT THE CREATIVE ASPECT. AFTER MORE THAN FOUR DECADES 
IN MOTION PICTURES, MR. BUMSTEAD SAYS ONE OF THE MOST 


BOTHERSOME, YET VITAL PARTS OF HIS RESPONSIBILITY IS 


DEALING WITH BUDGETS. 


TAPE: CUT THREE -- BUMSTEAD 


"ONCE WE READ A SCRIPT AND BREAK IT DOWN INTO SETS; INTERIORS 
AND EXTERIORS, THEN WE HAVE TO ROUGH OUT THE DRAWINGS, 

JUST LIKE AN ARCHITECT DOES. THEN WE GET ESTIMATES COF COST) 
ON THOSE AND WE COME UP WITH A BUDGET, WHAT WE THINK IT 

WILL COST TO EXECUTE THE SETS. SO THAT'S WHERE THE FUN 
BEGINS. BECAUSE USUALLY ITS MORE THAN THEYCTHE PRODUCERS) 
WANT TO SPEND. BUT IT ALWAYS WORKS OUT." 


VOICE: MR. BUMSTEAD SAYS MOST OF THE SATISFACTION HE GETS FROM 
HIS JOB IS BY FIRST READING A SCRIPT, THEN A YEAR OR SO 


LATER, SEEING THE FINISHED PRODUCT ON THE SCREEN. 


ITS VISUAL MOOD, IS ONE OF THE 


->)| THE "LOOK" OF A FILM, 

Cc 

? FIRST DECISIONS MADE ABOUT A MOTION PICTURE. AND THAT 
Fz , DECISION, WE LEARN, IS COLLECTIVE. 
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TAPE: | CUT FOUR -~- BUMSTEAD 


"AFTER TALKING WITH THE DIRECTOR, HE HAS IDEAS TOO. AND IN 
OO) MANY INSTANCES, THE CAMERAMEN HAVE A CERTAIN FEELING THEY 
WANT TO GET, WHICH MAY AFFECT THE WAY YOU PAINT THE SET. 
) | WE HAD A SCENE IN "THE STING', AND I HAD PLANNED TO USE 
/ REGULAR RAILROAD COLORS OF THE PERIOD -- LIGHT GREEN, OR 
WHATEVER. AND BOB SURTEES (THE CAMERMAN) WANTED TO GET 
—~ | A CERTAIN CVISUAL) EFFECT, REAL DARK, SO WE TURNED AROUND 
/ AND PAINTED IT ALMOST BLACK, IT'S KIND OF SHOCKING WHEN 
YOU SEE IT, BUT WHEN YOU SEE THE FILM PUT TOGETHER, HE GOT 
| THE LIGHTING EFFECT HE WANTED AND IT DIDN'T BOTHER THINGS 
AT ALL." 


VOICE: IN THE VERYEARLIEST DAYS OF THE MOTION PICTURE, ART 
DIRECTORS CAME FROM THE LEGITIMATE THEATER. DURING THE 
1920'S RECOGNITION OF THE IMPORTANCE OF SETS AND THE SPECIAL 
NEEDS OF FILMMAKING, SPAWNED A NEW BREED OF ART DIRECTOR, 
WHOSE KNOWLEDGE OF SETS, COSTUMES AND COLOR WERE TAILORED 
FOR THE CINEMA, DURING THE 1940'S MANY ART DIRECTORS 
CAME TO MOTION PICTURES FROM ART AND ARCHITECTURE SCHOOLS. 
AS ONE OF THAT GENERATION, HENRY BUMSTEAD NOTES THE CHANGES 


THAT ARE AGAIN TAKING PLACE. 


TAPE: CUT FIVE -~ BUMSTEAD 


"I THINK ITS JUST SHOW BUSINESS. I'VE BEEN IN IT FORTY-TWO 
YEARS NOW AND I THINK IT JUST GETS IN YOUR BLOOD. ITS 
JUST A LOT OF FUN, YOU KNOW, MAKING PICTURES. NOT AS MUCH 
FUN AS IT USED TO BE. BUT I STILL THINK IT'S A LOT OF FUN. 
THE DIFFERENCE IS THAT IN THE OLD DAYS WE DID EVERYTHING 
ON THE CSTUDIO) LOTS. THERE WERE JUST THE MAJOR STUDIOS. 
AND SO YOU CREATED PARIS, ROME, LONDON OR WHEREVER, RIGHT 
ON THE STUDIO LOT. AND PICTURES WERE MORE OF A FANTASY 
THEN. AND SO YOU HAD TO HAVE A GOOD ARCHITECTURAL 
BACKGROUND TO DRAW THE SETS. NOW, NUMBER ONE, WE DON'T 
HAVE THE STAGE SPACE TO BUILD SETS LIKE WE USED TO. BUT 
WE DON'T HAVE THE MONEY EITHER. SO PRACTICALLY EVERYTHING 
ISDONE ON LOCATION. IF A PICTURE CALLS FOR ROME, THEY GO 
TO ROME. IF IT CALLS FOR PARIS, YOU GO TO PARIS. BUT IN 
THE OLD DAYS, WE CREATED IT ALL ON THE BACK LOTS. SO IT 
MAKES QUITE A DIFFERENCE. NOW IT TAKES LESS KNOWLEDGE, 
BECAUSE THEY USE SO MANY ACTUAL LOCATIONS THAT IT MAKES 
YOUR JOB MUCH EASIER." 
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VOICE: ACADEMY AWARD WINNING ART DIRECTOR HENRY BUMSTEAD WITH SOME 


THOUGHTS ON HIS CRAFT, 


THIS HAS BEEN THE SIXTH IN A SERIES OF SPECIAL REPORTS ON 
CONVERSATIONS WITH AMERICAN FILMMAKERS, ON THE OCCASION 
OF THE FIFTIETH ANNIVERSARY OF "OSCAR", THE ANNUAL AWARD 
7 OF THE ACADEMY OF MOTION PICTURE ARTS AND SCIENCES. 
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